Abstract: Given the acknowledged importance of Greig's plays for current debates on globalisation and transnational identities, most scholarly attention has been focused on the geographical component of his work. This article, by contrast, explores the historical dimension. In contemporary British theatre, Greig can be placed among a cross-generational group of dramatists who are giving a new lease of life to the history play, particularly in its 'radical' post-1968 version 
remarkably extensive historical scope, from medieval times to the 1990s. They also triggerthrough different devices -an interrogation of the past that is more than thematic, dealing with the operation of history itself. This metahistorical reflexivity, as discussed below, is a key characteristic of the contemporary history play.
The phrase used in the title of this article neatly encapsulates the intersection -and
interdependence -of what can be visualised as the two axes in Greig's work: a horizontal one (place) and a vertical one (time). The quotation comes from an interview, included in Müller and Wallace's book, where Greig connects his attention to history with his biographical sense of displacement, having been born in Edinburgh and raised in Jos, Nigeria:
if someone asks me where I'm from, I can't really answer the question. So that troubles my concept of home: where am I at home? [...] I know what it is that makes a place home to someone because it is that which is absent in my experience. Therefore I seek out that experience. I'm very interested in community or the sense of the history of a place. There are lots of speeches in my plays where someone will look at the ground and imagine its past or talk about the social structure of a home or the sense of belonging. 2 Greig's personal anxiety as articulated here might be linked to a more general concern of our times, one that has been exacerbated with the advance of globalisation. On the first page of his seminal book Postmodernism, or, the Cultural Logic of Late Capitalism (1991), neo-Marxist theorist Fredric Jameson talks of an era that may have 'forgotten how to think historically'. 3 The context of this remark was, of course, the immediate aftermath of the Cold War, when Francis
Fukuyama's infamous thesis on the end of history came to epitomise the triumphalism of the neoliberal right. Presciently, the first version of Jameson's essay, published in 1984, starts with the observation that 'premonitions of the future, catastrophic or redemptive, have been replaced by senses of the end of this or that'. 4 In Britain at the turn of the millennium, critics were also busy forecasting the end of political theatre and, with it, of dramaturgical approaches to history. As in synergy with fresh historiographical approaches emerging at that time. 9 It is within the framework of this tradition, currently experiencing a revival, that Greig's historical output can be understood, despite some tensions that will be explored below.
Still Radical?
In the first systematic account of the 'English' history play as a modern phenomenon, Niloufer
Harben highlights iconoclasm as a key characteristic that runs from Shaw to Bond, both of whom take the stance not 'of detached critic and observer, but of passionate reformer and participant', using humour to address 'deeply serious moral concerns'. 10 She also acknowledges that the influence of Marxism in the latter part of the twentieth century resulted in 'a tendency to set, in them in an imaginative and highly experimental way. At heart, Law is an idealist: 'Our problem isn't lack of gold', he tells the playwright Skilling in Lucy Prebble's Enron (2009), a play that anatomised by proxy the most recent speculative crash in the USA. Like Enron, Greig's play looks across the Atlantic to illustrate the operations and consequences of laissez faire. Unlike Enron, however, here the dramaturgy itself seems to be speculative (rough?), as if looking for a final form. Howard retrospectively regrets the interventions he made in order to steer the play towards a more conventional structure:
My mistake was to lose my nerve with David's first draft, which was articulated more in the style of a 'masque' of the period: a company of actors; a play within a play, possibly even a play within a play within a play...; a very 'knowing' attitude towards the historical setting.
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The director claims that as a result of his apprehensions, the piece 'became more of a well-made play […] but something was lost'. Nevertheless, he recognises that the show was 'spectacularly ahead of its time' in terms of its subject matter. Can't go forward. Me and all that made me. the Nazi-sympathising heir to the estate who rapes Shona, the kitchen maid, is shot by Oscar and left hanging from a butcher's hook at the end of Part One. Meanwhile, throughout the play, the three Victorias are somehow trying to detach themselves from the gravitational pull described above.
While the first one finally escapes to the New World (not the US but Argentina), the second -Vicky -is a US-born geologist who survives the crash of an oil-surveying helicopter by instinctively climbing through the hatch and not helping her trapped boss before the machine explodes. She finds a match in the budding pro-American capitalist Euan, who outbids Oscar (his father, now a council officer) to acquire the manor house. In the third part Euan has become a quarry owner whose aggressive expansion plans are challenged by environmentalists. Victoria, his and Vicky's daughter, is an apathetic young woman who eventually finds a sense of purpose by engaging with her dead grandfather's past, even though she ends up burning Oscar's diary with his body, and her money, in the mountain. She justifies the burning thus: 'I read it. Just history.'
42
In its re-enactment of the main ideological battles of the twentieth century, Victoria has been Victorias through the same actor's body speaks of an emphasis on the many rather than just the one.
Although history is, literally, burnt at the end of Victoria -in an act not dissimilar to the playwright's own disavowal of previous practices in British political theatre -Greig's stubborn concern with the effects of historical processes upon the common good speaks of a strong kinship between his dramaturgy and the political history play. Two of his most recent rough histories, briefly discussed below, are thus central to the contemporary renewal of this genre. 'metahistorical' turn, Greig's work should be considered an integral part of this revival. Greig's serious but playful approach towards historical material invites audiences to question history's truth claims, together with any straightforward sense of chronological progression. Yet, at the same time, it warns against an eternal present that ignores both the errors and opportunities concealed in the past, especially with regard to pressing contemporary matters such as economic speculation, wealth distribution, political violence and military intervention. In other words, by opening the possibility of imagining a collective past from the ground (even after the fire), Greig's history plays are a powerful riposte to the malaise of post-historical inertia.
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